Two of these holes could perhaps be explained as the insertion points for a metal fastener which pinned the peplos together over the shoulders, though the right side of our figure is too damaged to reveal a symmetrical arrangement. Such pins or fibulae were needed in reality to hold up the heavy garment, and were occasionally rendered in sculpture, either in stone or inserted separately in bronze.' But a more logical explanation is that all such holes on the Corinth statue were for the attachment of long metal locks falling loosely over her back.
Both de Waele and Roebuck had already given a similar explanation, but the point has never been stressed. Yet it is worth noting, not only as a further clue to the statue's pose, but also because the specific arrangement is somewhat uinusual. We are so accustomed to the presence of metal attachments on Greek statues that we fail to distinguish between renderings. 5 To the great kindness of Charles Williams I owe the following comments (per lit., October 18, 1976): " Where the flesh is preserved under the right arm, there also is original arm surface, although only a bit, enough, however, to show that the arm went forward and pressed against the peplos as it fell downward immediately in front of the armpit. This overlapping of arim, pressure of folds against the chest, and area of shoulder break incline me to think that the right arm was stretched outward, perhaps slightly toward the right of the statue, if not directly forward. If one then stands over the statue and looks down, using your theory that the hair is directly behind the head as it is turned, not as it is buffeted by the wind, then the statue may well have been looking at what she was doing with, or holding in, her outstretched arm and hand. To deal with the statue's pose first, note that the seemingly random scattering of the holes on its back follows instead a set pattern. They occur mostly in groups of three, occasionally of two or four, and are aligned obliquely, from right to left, over only slightly more than half of the peplophoros' back; they are almost totally absent from the right side. When connecting lines are drawn from hole to hole, it is easy to visualize strands of hair falling loosely from a head turned sharply toward the right, each metal curl fastened at more than one point. It could theoretically be possible to connect single holes with single curls, or even to invert the direction of the reconstructed strands, so that they would align downward from left to right. However, this alternative would fail to account for the lack of holes, an-d therefore of hair, over the right half of the figure's back, so that the first interpretation seems more plausible.
Is poses have a more emphatic silhouette which leaves the viewer in no doubt as to their action. The typical example, which Schuchhardt also compared and which reproduces in a mirror-image the general stance of the peplophoros in Corinth, is the so-called Fleeing Maiden from Eleusis (P1. 73: b) .8 Here, however, the legs are farther apart, the torso has a more pronounced slant, the drapery swings and moves with the action. In particular, the bent leg, when the Maiden is viewed from the front, appears almost totally in profile, so that, even if the statue were broken at the level of the Corinthian piece, still no ambiguity could arise as to her motion. By contrast, the two statues found in Pergamon have the same almost forward pose as the statue in Corinth, though their slant seems stronger, perhaps because of the inclination given them in the museum mounting.9 The one at present in Berlin more closely resembles our peplophoros in that her head was also turned back while one hand grasped the garment near the thigh. However, no traces of metal attachments remain on the two Pergamon pieces, nor are there remnlants of carved hair over the shoulders. The two figures must therefore have had tile rolled-up coiffures more typical of female statuary in the Severe period.
A chignon-like hairstyle appears also on the Fleeing Maidenl from Eleusis. Yet, to my knowledge, an interesting detail has not been previously explained. The lower half of the roll of hair over the nape has been trimmed back, and four large holes have been pierced at even intervals over the area, which is quite distinct from the surface of the neck proper. Could these holes have served for the insertion of separately carved locks, perhaps in metal or more probably in marble? T'hese would have then represented long strands escaping from the tight chignon, perhaps because of the disarray caused by the flight, and would, therefore, provide a close parallel with the rendering of the Corinth peplophoros. On the other hand, the even spacing of the holes speaks against such a reconstruction and a more logical explanation would be that the cavities held some form of ornament; yet if the Fleeing Maiden is indeed pedimental, as at times advocated, any decoration added to her rear would have escaped attention. A third possibility would be for a repair or an alterationl to the hairstyle, carved as a separate mass and fastened in position through the four attachment holes. In this last case relatively flowing strands would still be possible.
But the metal additions to the statue in Corinth-and primarily their specific form-remain unique and deserve further consideration and explaniation. We can- That this suggestion should remain only tentative is underlined by the fact that no parallels for such bronze strands can be adduced, nor is the Corinthian statue provenly in motion or even part of the same " Pergamene " group.10 The specific occurrence of bronze hair should however be examined in a more general context. Of all ancient artistic traditions, the Graeco-Roman is the only one to have made extensive use of metal attachments on its stone sculpture. Despite the fact that inserted eyes and the occasional added jewel occurred in Egypt, and that early Mesopotamian stone works had an almost mosaic-like appearance because of their various inlays, neither culture even remotely approached the Greeks in the use of metal additions, nor did they attempt to duplicate in metal those features which in reality would have been of metal. In contrast, the Greeks, beginning as early as ca. 630 B.C., added bronze spears, swords or other weapons to their stone warriors, covered them with separately added bronze helmets, shields or even cuirasses, and freely pinned true earrings, necklaces and fibulae on their female statues. In relief sculpture wreaths, horses' harness and at times even animals were fastened onto the figures or to the background.'1 Because usually only holes remain, while the attachments have long since disappeared, the size of the holes provides clues as to the medium of the inserted pieces. Moreover, when the holes are large enough, a marble plug is at times preserved in the cavity, to show that the attachment was in stone.'2 More often, the holes are so diminutive that we do not need the rusty stains to confirm the original presence of a metal addition.
Though many of these bronze attachments are self-explanatory, metal curls on a marble head are somewhat less obvious. To my knowledge, Its holes for metal attachments are therefore either for late additions or, more probably, for ornaments or weights connected with the stone curls. When Late Archaic heads begin to sport metal hair, this takes two main forms. Either the entire head is covered by a marble headdress, like a sakkos or a helmet, and the metal curls appear at the edges, almost like a fringe, so that no contrast exists between carved and added hair. Or the hair is carved in marble, but individual curls are added in bronze; 14 in such instances, we must imagine that color, in some fashion, was used to dissimulate the change in material, or the resultant effect would have been discordant. Two reasons seem to exist for this peculiar solution. Either the coiffure as originally planned was no longer satisfactory, and changes in the marble were no longer possible; or the curls desired were so difficult to render in stone that adding them in metal seemed preferable. We have always assumed that most of these locks were simple snail-curls or spirals which, though more common in bronze, could nonetheless be, and also were, rendered directly in marble. Yet the single case in which the original appearance persisted till the moment of excavation shows that loose lead spirals were added to a marble head to convey a specific effect. Corinthian sculptor of our peplophoros had a similar disarrayed effect in mind, it is perhaps understandable that he reverted to metal rather than to the less tractable stone.
If metal hair on stone statues, whether in neat curls or loose locks, is relatively rarer and later than other types of metal additions, some indirect evidence exists for its presence in other forms of early statuary. It is a typical feature of Archaistic sculpture, or of some Late Archaic divine images, that the hair falling over the chest should be rendered in long spiral curls, despite the relative difficulty of carving them in stone, almost as if the very rendering were an attribute of divinity or a sign of antiquity meant to help the viewer in identifying the statue. Yet it is difficult to see how such spiral locks could stand for earlier hair fashions or for a more remote past, when none of the extant stone statues from the early 6th century displays similar coiffures.16 Nor is it plausible to assume that such locks appeared on bronze statuary, since n1o large-scale bronze sculpture existed before at least ca. 550 B.C., and even the earliest extant bronzes have more modest hairstyles. One possibility therefore remains: that bronze spiral curls were traditionally added to wooden images, probably of the gods, in the same spirit that real clothing was added to such relatively crude though highly venerable idols. Because their perishable material has prevented their survival, these early statues are often either disregarded or considered too primitive to rank as true sculpture. Yet literary sources and temple inventories show that they existed in considerable numbers at least as late as the Hellenistic period. Moreover, if reflection in the minor arts can be taken into account, some of the more f amous were far from plain, but could be highly elaborate, either through direct carving or through additions in different media. Indeed, it has been suggested that wood was preferred by the Greeks for their divine statues because of that material's potential for polychromy."7 Could the acquired taste and technique have sparked the idea of metal additions to stone sculpture? Arguing in support of this theory are the early date of some of these metal attachments and the uniquely Greek range of the practice, as contrasted with other contemporary cultures. One more suggestion can be ventured at this point. Of all periods in Greek sculpture, the early 5th century seems the most inclined toward insertions of different materials into stone sculpture, whether in the round or in relief. Though certain details, such as horses' reins, weapons and jewelry, continued to be rendered in metal down into the Roman period, typically " Severe" are the inserted eyes and the metal curls."8 These were certainly influenced by the concomitant line in bronze statuary, where polychromy could be obtained only by means of inlays rather than of paint. We may also suspect, however, that a certain antiquarian effect was sought through a style which so obviously rejected the elaboration of Archaic modes in favor of stark simplicity, and which returned from Ionic fashions to earlier Doric apparel for its figures.
To return to the peplophoros in Corinth, the previous enquiry into metal attachments supports its attribution to the Severe period and its character of Greek original. In addition, a deliberate antiquarian touch may have been suggested in its pristine appearance, through a particular rendering of the locks. Whether caused by the exigencies of the carving or the wish to quote from the past, however, it is unlikely that the figure's metal locks contrasted with the rest of her hair, nor is it logical to assume that the statue was provided with a full bronze wig. Since the shiny bronze strands must have looked like gold, the rest of the girl's hair was probably gilded, or at least painted a bright yellow to resemble gold. If Reutersward is correct, and gold is the color of the gods,'9 the running girl from Corinth may therefore portray not a human peplophoros, but a Nymph in flight.
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NB: One more mention of our statue has now appeared in print. In an article discussing the stylistic traits of the Parian school during the Severe period, E. WalterKarydi suggests that the Pergamon running woman, which Schuchhardt associated with the peplophoros in Corinth, has indeed little in common with it. The Corinthian statue itself is considered an atypical Corinthian product and the work of a secondrate master (E. Walter-Karydi, "Eine parische Peplophoros in Delphi," JdI 91, 1976, 1-28, esp. p. 14).
